nary event for the Greek artist; he felt, with justified pride that it was of interest to the gods too. Thus we have Zeus, majestic in repose, to the left above, and Nike on the same level farther to the right. These two figures are onlookers, but somewhere in the distance, like gods on the pediments of temples. The third divinity, however, Herakles himself, has de-)c , I
scended to take a closer look. He approaches, hand on mouth, stepping softly, so as not to disturb the artist. It would be going too far to interpret his facial expression-to portray this was not the vase-painter's intention-and besides, the model of the statue has not as yet taken a good look, and his critical appraisal is still to follow. Detail of the vase, the statue of Herakles from literary evidence than from pictorial scenes. There are one or two rather late representations, but our vase furnishes not only the earliest illustration but also the fullest, and it gives us the first view of a painter of statues at work. Two steps in the application of encaustic paint are to be distinguished. The pigment was mixed with wax, preferably the so-called Punic wax, which had been purified and bleached in a special manner. The resulting paste was then applied with a special tool which Pliny calls cestrum, a kind of spatula. This first application of the wax colors must have been blotchy and uneven, as the wax could not be kept liquid; but at best soft. The second step, the -yxcailv consisted of melting the applied paint by going over it with a red-hot iron rod, the oapc(3ov or xzautrilov. This second step required considerable skill, and its technical name has therefore been applied to the whole process; artists painting in encaustic did not sign their works "So-and-so painted it," but "So-and-so burned it in." Both phases of the encaustic technique are illustrated on our vase. The bearded artist holds the paint pot in his left hand and applies the wax paint with the cestrum. It will be observed that the instrument is not grasped in our fashion (with three fingers) but with the whole hand, in the manner of the Japanese, an attitude also observed in pictures of Attic vasepainters. While the master is thus engaged in the first step, his assistant prepares for the second. He has placed several rods in a charcoal brazier; these must be the (ap3la or xa0twl@(, of which several were required in order that one might always be hot. A closed chest behind the painter completes the equipment, perhaps the arcula loculata mentioned by Varro, which contained compartments for the different wax paints.
We should, of course, like to know how much of the statue has already been painted and in what colors. In this we shall be disappointed, for the vase-painter has used the conventional colors at his disposal: the red background of the vase, the black glaze, an added white, and a diluted glaze superimposed on the white. But as the artist busies himself with the mane of Herakles's lionskin, one may perhaps deduce that the lionskin, differentiated as it is from the rest of the statue by not being white, has already been painted and that the color now in the paint pot is a darker hue, intended for the mane. 
